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1	Dada and surrealist artists used the term “objet trouvé” for the objects they 
found and repurposed in their ironic art pieces. Avant-garde ikebana artists adopted 
“objet” in the name for their modernist assemblages (objet ikebana) that incorporated 
readymade objects. These included the nearly nonfunctional vases they commissioned 
from Hayashi and other ceramic artists in the late 1940’s and early 1950’s; “objet” soon 
became a term to describe a nonfunctional ceramic object in general.  
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3 
Figure 1.  The surrealist paintings of Max Ernst had a powerful effect on young Japanese 
artists right after the war.  Max Ernst, Petrified Forest (1927), oil on canvas. National 









5 The first occasion occurred during the Meiji era (1867–1912), when Japan 
transformed itself from a secluded cluster of semi-independent feudal domains into a 
unified nation trying to achieve industrial, military and cultural parity with the West. 
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Archives: Political history from the opening of the country to post-war, ed. Takashi 
Sasaki (Tokyo: National Diet Library, 2006), accessed December 4, 2016, 
http://www.ndl.go.jp/modern/e/index. 
7	The military regime repurposed Japan’s art world to document and glorify the 
war.  It commissioned leading Western style (yōga) oil painters to create gigantic 
panoramas depicting battle scenes and acts of bravery; these campaign record paintings 
were exhibited throughout Japan to arouse patriotism and induce civilian support and 
self-sacrifice.  Photojournalists and graphic designers were recruited as well, to produce 
propaganda materials for domestic and international distribution.	Artists who did not 
support the war effort had to hide or were forced to serve, either on the front lines or in 
munitions factories.  	
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Picasso’s Ceramics and Lithographs (Pikaso tōki sekibanga tenrankai), in Tokyo and 
Osaka; and at Picasso Exhibition (Pikaso-ten), in Tokyo, Osaka, and at the Ōhara 
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Figure 2. (Left) Arita porcelain plate (c. 1880) for export; (right) ceramic plate by Pablo 
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Figure 3.  Chart comparing Hayashi’s sculptural pieces with the utilitarian vessels by 
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"Prewar organizations and exhibitions tended towards the positioning of 
ceramics as modernist art on par with Euro-American painting and sculpture, but 
wartime and postwar organizations and exhibitions tended towards the promotion 
















31 Jones, 237. 
32	Inui Yoshiaki, “Modern Ceramic Art: Its Beginnings and Development,” in 
Current Trends in Ceramics: Vessels and Objects, Aichi Prefectural Ceramic Museum 
(Seto: Aichi Prefectural Ceramic Museum, 1994), exhibit catalog, 12.  
33	Jones, 33.	
34 Yanagi Sōetsu, The Unknown Craftsman: A Japanese Insight into Beauty, 
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THE	ARTISTS	
Figure 5.  Yagi Kazuo (left), and Hayashi Yasuo (right) in their studios.  Sources: 





























51	All people have, to varying degrees, a public (omote) side that they reveal 
outside (soto), and a private (ura) side reserved for inside (uchi) and home. Yagi shows 
more of the former tendency, while Hayashi is inclined toward the latter. Their 
complementary personalities reflect the duality of human nature that psychiatrist Takeo 
Doi says is “prominent in the Japanese consciousness of human relations.” Takeo Doi, 
The Anatomy of Self: The Individual Versus Society, trans. Mark A. Harbison (New York: 
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Figure 6.  Uno Sango, Vase with Yellow Glaze (ca. 1950), 34 × 24 × 20 cm.  Source: 
Shigaraki Ceramic Cultural Park, http://www.sccp.jp/search/detail/?id=J-271. 
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Figure 7.  Hayashi Yasuo, Cloud (Kumo) (1948), coil built, black glaze, 33.7 x 33 x 27.5 
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Figure 8.  The chokko-mon arc-and-straight-line design.  Source: J.E. Kidder, Early 




Figure 9.  Hayashi Yasuo, Human Body (Jintai) (1950), coil built stoneware, white and 
black glazes, 45.5 x 23.4 x 19.8 cm. Wakayama Prefectural Museum of Modern Art. 
Source: Hayashi Yasuo, The Works of Hayashi Yasuo, 36. 
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Figure 10. Numata Ichiga, Travel over the Gobi Desert (1937), ceramic, 19.5 × 41 × 14 
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Figure 12.  Yagi Kazuo, Mr. Samsa’s Walk (Zamuza-shi no sampō, 1954), wheel thrown 
parts, stoneware with Jokan glaze, 27.5 x 27 x 14 cm. Private collection. Photograph by 
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Figure 13.  Sogetsu School avant-garde ikebana arrangement. Teshigahara Sōfū, Sogetsu 
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Figure 14. Yamada Hikaru, Tower B (Tō B, 1964), stoneware with Oribe glaze, 36.7 x 43 
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Figure 15.  (Left) Fukami Sueharu, The Sky III (1990), porcelain, 12.5 x 121.5 x 27.5 cm. 
(Right) Nakamura Kimpei, Absorbed in Mimesis (1987), stoneware, 51 x 32.5 x 32.5 cm. 
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